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Teacher’s Introduction

That Face by Polly Stenham takes a challenging and explosive look at family dynamics, class and privilege, and
addiction. Using sharp, quick-witted dialogue and complex characters, Stenham examines a middle-class family on
the brink of chaos, and asks the reader to think about the conditions that can lead to toxic relationships and their
breakdowns. Stenham explores the thin line between love and manipulation as she forces her characters to examine
their own responsibility, culpability and morals. Though the themes in the play can be dark, they provide an amazing
opportunity for students to get their teeth into messy, dynamic and flawed characters, and provide an excellent
platform for them to experiment with the different ways to bring them to life on stage.

This resource is designed to teach the text as it would have been originally intended and performed, but also
encourages students to use their creativity and imagination in order for them to also understand and interpret other
possibilities. It can be used to prepare students for the Edexcel A Level examination (Component 3: Theatre Makers
in Practice). The component assesses students on their ability to understand taking a page to stage, and they will be
expected to adopt the perspective of either a performer or a designer.

Inside this resource:

e  Section 1: Contexts explains the key contexts required for a full understanding of the play. The playwright is
introduced and early 2000s Britain is explored; some of the key theatrical and stylistic influences are introduced,
ready to be analysed further within Section 2. Also provided is a synopsis of the play.

e  Section 2: Scene-by-scene analysis works through the play scene by scene, analysing important moments and
offering a range of practical and written activities to explore key ideas. The scenes appear in chronological
order, and some are grouped together to facilitate a more complete discussion. This section includes practical
performance activities, design-focused exercises, and exam practice questions which are modelled on Edexcel’s
specification. The analysis will involve exploration of key themes and language, while also focusing on any
practical aspects or relevant contexts.

e  Section 3: Developing a production concept deals more closely with aspects of direction and design across the
play as a whole. It is here that students’ ideas and design concepts can be honed and practised, with emphasis
placed upon encouraging their decisions to be in fitting with the entire play. This section includes an example
production concept and an opportunity to research prominent practitioners, and then gives key questions for each
aspect of production, including performance, lighting, sound, set design, costumes and props.

How to use this resource:

The teacher’s notes and answers section of this resource include short answers, indicative content, and sample
answers for each activity. Where relevant, they also detail the purpose and intended outcome of the task, how to
draw out key knowledge and understanding from practical work, or alternative ways that the activity could be
carried out depending on class size or ability.

Use the following key to determine the type of activity:

o, (v QK

Discussion Written Practical Research

Note: this resource refers to the Faber and Faber version of the play, published by Faber and Faber (ISBN-978-0-571-24421-8)
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ASSESSMENT OBJECTI
A LEVEL DRAMA AND TH

Assessment Objectives (AQOs) set by Ofqual apply to all AS and
A Level Drama and Theatre Studies specifications and ar= | Always check the |

e v L
used by all exam boards. Exam and class assessme s il /= information, incli
determine how successfully students achi vi. o 2 o specification and :
following AOs: . " A

e AO1-Create and A\ ‘ /i “asfo communicate meaning as part of the theat
connectg TR\ « = uramatic theory and practice
e A02-A y.eatrical skills to realise artistic intentions in live performance

e  AO4 - Analyse and evaluate students’ own work and the work of others

€dencel A Lovel Drama and Theatre

That Face is a set text for Component 3: Theatre Makers in Practice in the Edexce
play is a set text for Section B: Page to Stage: Realising a Performance Text. Stude:
an unseen extract from the play and asked to consider a possible staging, as a peri.

The weighting of assessment objectives for this unit in relation to the rest of the co

Weight of the Assessment Objectives —~ Edexcel A Level Drama and Theatre

Component

Component 1: Devising

Component 2-gaxt < 7 r,f; narice
Componen
Total for GC\G#

This resource prepares students for the demands on these assessment objectives |
and activities:

AO3: Relevant historical and social contexts are discussed and explored, alongside |
which influenced or are applicable to the play. Students are encouraged to think a!
directorial ideas in both a creative and logistical way, developing an informed und&
and how different aspects of the theatre support one another.
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SECTION I: CONTEX

THE PLAYWRIGHT
Pomg Stenham

Polly Stenham MBE is a British playwright, screenwriter an~.; :ctor. She was
born in 1986 and raised in London. She was intere”.cc in ;él worked in theatre
from an early age, enrolling in the Royal Coon ' ungedriters Programme when
she was 18. During this time, she s 5 L st play, That Face, when she was
19 years old It was perfN NN . »”Royal Court in 2007 and directed by

st

iaof«‘*““

National Thea ¥ again for her modern adaptation of the classic play Miss Julie by °

Stenham’s plays are all interested in dysfunctional families, including absent or unh:¢
themes include looking at mental illness, addiction or substance abuse, and privileg:
with the upper middle class, particularly how wealth and privilege can still fail to pro

Most of Stenham’s work can be described as being influenced by realism, but with
and stylisation. Her plays often unfold in a single, domestic setting over a short pe:
dynamics to explore real social issues.

Key definition

Realism — theatrical movement associated with Konstantin Stanislavski. It seeks
create the illusion of realism by presenting naturalistic seff'“ 5, charactersand s |

PERFORMANC o) JuifEXT
That Face 24"

That Face oy ttoo ht)y"el Court Theatre in 2007 and transferred to the Duke ¢
Theatre a yeaXgge#®, making Polly Stenham one of the youngest playwrights ever tc
staged in the West End. The play was an enormous success, with Stenham winning
such as the Evening Standard’s and Critics’ Circle Theatre Awards for ‘Most Promis

Playwright’. Charles Spencer at The Daily Telegraph called it ‘one of the most astat
debuts | have seen in more than 30 years of theatre reviewing’. That Face was alst
premiered on Broadway in 2010. The play was important in establishing Stenham .
prodigious new talent in British theatre, and That Face gave new life to the genre ¢
compared to American playwrights such as Tennessee Williams (A Streetcar Name
(Who's Afraid of Virginia Woolf?). What was exciting here was that Stenham was
not a middle-aged American man. The play debuted starring now established and :
Matt Smith (Doctor Who), Felicity Jones (Rogue One: A Star Wars Story) and Lindsa

o9

Q{\Q o0

The play is a dark but comedic drama about a dys.functuM . (dle-class family wh
The play mostly revolves around the relationshin b ftv{t o ;ifenry, an art school drg

mother, Martha. When the younger sict2 v ', | expelled from boarding school fa:
their absent father is called hnr‘* rorr Fong Kong to deal with the aftermath, the
toxic dynamics between ¢! - i ey are all faced with their own personal trauma,

another, ancd] IL n ¢ 3..~ny’c'b dependency habits.

ot
o Q&u y

/’wﬁw«!}a 7 — THE PLAY’S RECEPTION

Working individually, research reviews from the play’s debut in London, and late:
Do the reviews pick up on similar themes? Are they similar or do they all reach di|

You can begin here: zzed.uk/12924-Guardian-Review
\
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SOCIAL, HISTORICAL AND

CULTURAL CONTEXT
Britain in the 20008

That Face was first performed in 2007, and although Stenh>- oesn’t indicate a sp
to be set in the present day. Stenham expressed hej.d ssc ¢ ”fawon with mostly mi
the theatre and not seeing topics that reflect¢ ! in Mghaﬂ}enged them. So, That F.
challenging perceptions of upper- r*‘ L \{a 5 vamilies, particularly exploring the id
cannot buy happiness. o E) P b

That Face was written at a time when it could be argued that the British economy \
at least stable — it was first written and performed around a year before the hit of |
Tony Blair's New Labour government had brought in some economic stability, clas:
than ever. Some believed the new policies had alienated parts of its traditional, w:
stereotypes of a wealthy, privileged upper middle class prevailed. That Face challe
dysfunction and addiction issues were mostly working-class issues, as seen in extre
EastEnders and Coronation Street. Furthermore, Stenham even at times suggests ||
of misbehaving or focusing inwardly on their personal struggles, because they don
survival or work obligations. In particular, Hugh tries to solve problems by throwit
little success. Stenham also paints a not so positive picture of wealthy boarding sci
children, violent behaviour, as well as hints of corruption and bribery.

During the early 2000s, mental health was be~n 1ii 2 7 ,.../more prominent topic in
general discourse. In 2007, the Time >, < iayg 2 nampalgn was launched to try to |
attitudes towards mental heff‘*i b d e = duce stigma. Four years later, a study fount
although there kad b~ ~ 1. Ucaon in discrimination related to mental health illn¢
changes in a - W e minimal.

Attitudes towards substance abuse were particularly complicated. Not many peop!
mental illness, and instead attributed it to personal weakness or poor self-control.
normalised, as demonstrated when Hugh offers his 15-year-old daughter a glass o:
those with mental health issues was also limited, with Stenham suggesting that Nk
people had reached breaking point.

/’wﬁw‘fzg 2 — TIME TO TALK

As a class, discuss how you think mental health stigma has changed between 200
Have attitudes improved? What about opinions on su’“* _te abuse or alcoholisiy
portrayals of addiction you’ve seen in films or an »*’v’ ,rwu think that character.
empathised with? %Y ¢

2y

G
o
Adlivito ¥ EL 2 IME TO CHANGE
In groups, plan and rehearse a 1-2-minute advertisement for TV to advocate for
stigma. You could research some statistics from the original campaign to help. T}

punchy and impactful!
§
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SYNOPSIS

The play begins in a boarding school dormitory. Mia and her friend Izzy have strap.
chair. They intend to subject her to a brutal initiation ritual. Things begin to spira
that Mia has drugged Alice with a dangerous dosage of Valium, which Mia stole fro
unconscious, the girls prepare to begin the initiation.

Back at home, Mia’s 18-year-old brother, Henry, is ’}'?‘; g A:’fng’of their mother, N\
house is in disarray and the two are sharint.2 .+ 1. Zurtna apologises for her beh.
a panic attack when she thinks Her A1~ Aorgive her. Mia returns home, havin
drugging and attacking anr*‘ . ", AU She tells them that the school called their
iscoming ovessian b . V- 12 When she tells Henry what has happened, he is h¢
s Lo the girl. While at the hospital, Henry meets lzzy, who ope

s

The next day, Henry has been out all night and Martha demands to know where hg
has cut up all of his clothes into pieces because she was angry that he didn’t come |
and a love bite on his body, Henry tells her that he was with a girl, which makes M.
then Martha gives Henry a love bite of her own.

Mia and lzzy wake in Hugh'’s flat, which Mia often stays in alone, and lzzy teases M|
brother. Mia tries to tidy up, ready for Hugh to arrive. Henry arrives back, deeply ¢
state of mind. Mia and Henry argue about Hugh’s return and Martha’s situation, v
them of not doing anything to help Martha.

Later that evening, Martha's mental state is very fragile. Henry arrives to make ame
know him. He tries to convince her to check herself into a clinic. Martha says she w

Mia and her father Hugh meet in a restaurant to. di cut Ot e mcudent at school anc
Mia that the school were going to expel NGB e Vs mtervened and prevented |
wants to go to Martha’s place in f = g /and help get her checked into a clinic.
r 0 4
e . sl trying to get Martha ready to go to a clinic. They h:
Dy 'up in her own clothes. Hugh and Mia arrive at the flat. Hug
for her to go t6 a'pnvate clinic, but she accuses him of abandoning them. Henry te|
school over a year ago to look after Martha. Martha and Mia have a physical alterg
them. Martha reveals that she had called Hugh to ask for his help to go to a clinic, \
and Mia begs Henry to leave with her. Henry has a breakdown, which culminates i
Martha is shocked by Henry’s outburst. Hugh makes a call so that he can have Ma:
her, begging her not to leave. Martha, realising the damage she has done, tells He:
on her own accord. Henry is left on the floor, broken, and Mia tries to tell him tha

p
Ac&mfxg 4 — INITIAL REACTIONS

As a class, discuss your initial reactions to the play. Was it what you expected? V.
play? Was there anything on first read you didn’t full':.*. - 1. tand? Which charae

the most? Were you satisfied with the ending? ~ -

e

-+

-

Discussing your initial reactlom ror e v uto assess what stood out to you mo:
inform your character nr.!' y,; n «.mci.'éions.

@9_,0{\ i
Ackivilyy SPFMAPPING THE THEMES

After a first read, what do you think the main themes of the play are? Working i
you consider the most important themes to be and then try to find an example ¢

e.g.  [THEMES| - [Addiction| > [Martha’s substance abuse|
.
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SECTION 2: SCENE-BY-SCENE
SCENE |

-

Scene 1 — The play opens in a boarding school foiigi gjk; and her friend lzzy ho
Alice, to a chair and blindfolded her -tk - ola.rfing to subject her to a brutal
they begin to taunt her, lzzy rea’! ses t e Xc”’e is unconscious and Mia admits gi\
initiation goes smooth®/ 2 “’*.me’s the dose Mia has given Alice is far too high

e

they will gg troL U Liiowever, egging one another on, they circle Alice and |
s

continue re WA S.

-
ol

In the first scene, we see Mia and Izzy planning to torture their schoolmate and ac:
seems disturbingly unbothered, Izzy is only concerned about the consequences — 1
about the well-being of Alice. Importantly, the play is not a slow burner — Stenhan:
scene as a sign of things to come, and so the pace and tone of the play are establis
very beginning.

Realism.

That Face is a family drama which focuses massively on real human emotions and |
contemporary realism. Realism is a theatrical style developed by the Russian praci
(1863—-1939), who is also famous for his acting ‘system’, which heavily influenced i+
to look for the emotional truth in a play as an opposition to the popular melodram:
Playing That Face realistically is effective because some of 2/ 5 cenarios in the play
played to be real makes it all the more disturbing fr.d 2 :y‘fh,f!ien’ce.

&

character, either given to you by the playwright in the 1
are easily identifiable in the text itself. These mightinc|
age, location, or relation to other characters.

Emotional memory: This is an acting technique which &
experiences to inform their performance. They find titn
felt similar emotions to the characters and use that me
performance. Can you remember a time when you wer
trouble at school or with your parents, like Mia and lzzy

Objectives and super-objectives: The super-objective in a play is an over-reaching |
likely to be linked to the outcome of the play. A character’s objectives in a momei
journey towards their super-objective. However, this can becc ne complex, especi:
know what they want. Do you think any characters inj*',.,«.. , .ay fulfil their super-ob

s ' A
Subtext: If the script of the pIay is thegatx “t & 7 che subtext is what’s between the
meanings or motivations bPh a dCtIOﬂS in the play. This will massively img

very important tgun- < 4. ) leeh makmg acting decisions. In That Face there’s &
scene, the st IL re was'a huge amount of tension because the audience doesn’
plan to do to XE5ee but it doesn’t sound good.

The Magic If: Stanislavski said that characters should always know the answertot
this situation?’ This technique allows actors to put themselves in the character’s s\
their motives.
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Mﬂtﬁg 1 - SHARING EMOTIONAL MEMORIES

In small groups, discuss your emotional memories in relation to Scene 1 of the pi.:
world scenarios where people could feel bullied and how they might feel. If you j«
share a time you have been caught in a situation where bullying or peer-pressuri:
have any emotional memories that could connect to the fee!i 1g of being at boart
discuss how your emotional memories might infor;; o Yo j’pices in this scene.

e

o9
ia\aco““’-

1. After re®ding the entire play, go through scene by scene and identify Mia’s ¢
appears in. Try to pick just one per scene. However, you might think there is
what moments her objectives change.

2. lIdentify her super-objective. What is the character’s long-term desire?
3. Do you think Mia achieves her super-objective by the end of the play? If so, ¢
4. It’s recommended that you repeat this activity for all the characters in the p.:

prepared to think about playing any character. This activity should take a m::
character.

A

j’uﬁw«ba 3 - SUBTEXT SCENE /(i

,,__

Working in pairs, act ¢y 5 »»rz # und read the characters however comes natura
Q d
Next, assig o Mi«f* den emotron to your characters. For example, this could be tha!
scared but hiaing it, or that one character secretly hates the other. Perform the s

on these unspoken emotions.

Discuss how this changed your performances. How did it change how you used y:
feel different? What did it bring to the scene or characters? Did it work, or did it |

A

/
/‘wfpvuﬁa 4 — EXAM-STYLE QUESTION

As a performer, how would you interpret and portray the role of Izzy in Scene |

Mark your answer. ay OV

In my answer | have: 1
®  described methods | wnt NJ iam ] my charactensat/on e.g. voice and boa,
referenced specif; ‘. de s jrom the scene (2 marks)

expla IL v (9500 with regard to the context of the whole play (2 mark:,
explar é\,&& character s intentions and referred to the subtext and characi:
described how the audience should interpret my character (2 marks)

N\
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Sound and, &q“mq design Key 4
In That Face, it is likely you will want to take a realistic approach to Diege
sound and lighting design to complement the realism in Stenham’s text. with|
inclut
In that case, you would mostly be focused on diegetic sound and the stage
natural lighting in the given rooms. A lot of tension can also be created can b
with lack of sound. How you use silence, either as a per;f'\l SR rasa N
director and designer, can be very powerful. Hewe rer, 'ic aung ‘and . onﬁ
sound can importantly be used to evoka ¢ a2 Hem‘és or feelings in the |s|crej
play, so think carefully about hc. :Ou 3 L use tl them to your advantage, P dy»
whether they are ‘realist= A 1c o voice
" usec.
Lighting optis wﬁgw‘. controls Juxta
Profile/Spot — This lights a specific point on stage, and the edges of the toge.
light can be tightly controlled. cont.
N

Fresnel — A light which gives a generic effect, providing a wash across the
stage. Fresnels have soft edges and are used to light an entire stage or space.

Strobes — These provide rapid flashes of bright light. Warnings are usually needec
adversely affect audience members.

Smoke machine — Can be used to create fog or a creepy ambience.

Levels — Controlling the brightness or dimness at certain moments can alter the mo
change in the time of day.

Positioning — Where the lights are focused can emphasise certain characters or my
create the effect of separate places, and can be used m"‘ﬂ ‘L scenery.

Colours — Coloured gels can be used to hlp'*"& A *h y.femes or settings.

Transitions — You can set Ilgh" e édﬂ o and down slowly, or to instantly flick bet
change might highlight.a (5, *t'p .,\_ted change in the atmosphere of a scene.

)
In Scene 1, Al @\acoi“" ed to a chair and blindfolded. How might you use sound and ||

for the audnence5 Perhaps the scene begins with a single spotlight on Alice, so the
would also amplify the feeling of the kidnapping. Maybe Mia and lzzy are circling &
can hear is the ominous sound of footsteps. This would help to create the feeling o
Alternatively, you might choose to emphasise their location and create some ambi«
girls laughing in their dormitories — this would juxtapose the setting and the situat:
in a different way.

/
/‘wﬁw«ﬁa 5 — EXAM-STYLE QUESTION

As a designer, how would you use lighting and sound to cre ite uneasiness in $¢

Mark your answer. wy
In my answer | have: 5 - d
e  described my lighting an” < AR huibes, usmg technical language (2 marks)
referenced specifiz i« i “2syrom ‘the text (2 marks)

o Yol wlies of the play (2 marks)
) IL%\ /| want the audience to feel (2 marks)

£due®

referreu "0 the play as a whole and any relevant context (2 marks)

@
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SCENE 2
/S’ummma

Inside a London flat, Henry and his mother are both sleeping in the same bed in |
neat, but some photographs and drawings have been ripped down and torn. Ma
hair. He wakes up as she continues to stroke his bod‘f,, S tfms to apologise. I
argument the night before because of Marth=’s fin, - . When Martha believes
begins to feign a panic attack, and @2 U, | ' 2 accepts her apology. When Miy
that Martha doesn’t like hpr sl rdbe it \ﬁ/ant to let her stay, but Henry lets het |
school rang Martha th' Vc s n”i'éht to tell her about what Mia did to Alice, b\
5 el e’n"u 'that the school were concerned, so rang her father in:
4 enry convinces Mia to tell him what happened and he is hor?

doesn t want to leave his mother.

\
Parent-child dyramics

Martha and Henry’s relationship as mother and son is extremely dysfunctional. Fro
Martha’s promise to never have a drunken night like that again is a lie she has tolc
uncomfortable petting to the fake panic attack, this scene sets up Martha and Her;
unacceptable, but, importantly, isn’t too shocking too soon — so it gives room for ¢«
the way.

This scene introduces Henry as taking on the parental role of caregiver, while Mar}|
comfort and attention, much like a child. However, Martha 2!s s uses herrole as h
Henry and emotionally blackmail him. There are many «er.s throughout the p|
switching into playing a parental role, but onl vheh i ,>urts her or gives her an adv
struggles with the burden of caring - M et whlle also dealing with parental |
This scene is extremely imra: ) A 4 CpuiIng up the unhealthy relationship dynamig
throughout thegay. 7« & 2 many ways you could portray the parent—child role
Martha and ! 'Kf; ~ re,«atio’nwship.

For example, you could consider:

e  Voice — There might be times when Martha could adopt a baby voice and Hen
parent. How might you use pitch and emphasis to show this?

e  Gestures — You could use both parental and childish gestures to show the chara
Henry might be stomping his feet in frustration one moment, but then wiping a\

e |diosyncrasies — These are certain modes of behaviour particular to an individ.
demonstrate her childishness through certain idiosyncrasies, such as sticking o\

e Levels — How could you demonstrate dominance through levels? Think about
to assist with this.

®  Proxemics — This is the distance set between people or other objects. Think a!
Henry and Martha should be at certain moments. |s thez< a way this can builg

Mﬂoﬁa 6 — ROLE REVERSAL . ¢y}

&
R

In pairs, assign your re'z w mu’ and Henry. Rehearse an excerpt from the sc:
switch dong ' e, e wmrly usmg physicality, such as levels and body languag:
S et ween them. Afterwards, discuss how the physical choices yoi

e

emotional steces.

Perform these scenes in front of the class and discuss why different choices were
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Acliviy 7 —BACKSTORY IMPROVISATION

In Scene 2, Martha apologises for her drunken behaviour the night before. In pai::
and Henry and improvise this interaction between them. How might Henry react |
while she’s been drinking? Would he be empathetic, frustrated, or a mixture of be
parent—child role reversal during this improvisation? Consic'~ your use of voice ot
characters. Perform these scenes in front of the cl;;; an ﬁscass the choices you |
il & -

Y 1 @
£ « JJESTION

s
e

.

In my answer | have:

® described methods | would adopt in my characterisation, e.g. voice, gesture : .
referenced specific moments from the scene and the character’s intentions (. . |
explained my decision with regard to the context of the whole play (2 marks| ‘
described how the audience should interpret my character (2 marks)

referred to any relevant social, historical or stylistic context (2 marks)

L

The Ocdipus, compler

The relationship between Martha and Henry could be analvsz < through the lens o
Freudian psychoanalytical theory that describes a chi' s -or..cious desire for the
a rivalry with their same-sex parent. In Herryi- as s Y s rhanifests itself as an emo
and a sense of competition and ress-. t * 2.4ards his father. Martha sometimes
than a son, relying on him o ) “L}j‘f’v,» afrection and companionship in a way which
abusive. For egmole - . orthem share a bed and Henry helps to dress Martt
the play. >

Henry has stepped into the role as ‘father figure’ because his own father is absent,
‘man of the house’. Martha and Henry’s psychological and emotional entangleme
Oedipus complex, highlighting the root of Henry’s emotional issues. Learning mor.
help us understand how parental behaviour can shape a child’s life and can make |
behaviour is his own versus how much he has been conditioned into the role heis |

The origin of the Oedipus complex is Sophocles’ Oedipus Rex (429 Bc) which is a tra,
kills his father and marries his mother. Unhealthy depictions of mother—son relati
throughout theatrical and dramatic history, e.g. in Shakespeare’s Hamlet, in Equus COPYRIGHT
famous Alfred Hitchcock film Psycho and the TV series prequel, Bates Motel. Norm PROTECTED
with his mother that he eventually takes on her persona and h7lieves that he is he:

scene of That Face when Henry dresses up in his mofF}r,«J . ot es.
s Y A

g
o

Ve —

M,w&a 9 —RESARC'™Y . EPL S DIAN THEORY 19

Research F@@gi3ana *. < Jedipus complex. Here’s a starting point: 09
zzed.uk/12Xggeudian-theory E dUCQ tion

Put together a five-minute presentation about the psychoanalytical theory and k.«
character throughout the play. Try to find examples within the text that demons.
Share your presentations as a class and discuss how the Oedipus complex manife :
and actions.

.
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SCENE 3

S’um,ma)ua

Mia and Henry go to the hospital to visit Alice, who looks beaten up and appear:
distressed about the situation, but Mia tries to defend herself, admitting that wi:
when she was at the school, but feels much worse in the r<» world. lzzy arrives v
doesn’t seem to be sorry, flicking Alice to see if shi/s ar f)\sgfous. Izzy begins tc
light of the situation, convincing the othr;js ~ Loy snould leave.

seeing her brother’s reaction and Alice in a critical condition in hospital aIIows her |
situation actually is. This is mirrored in the other toxic environment in the play — N
interaction between Martha and Henry happens here, but Stenham creates other «
outside of the action here, and this allows characters to reflect on the events in an.
flat in Scene 5 allows Henry to behave very differently and explore his sexuality wii
for Mia to confront Henry about his and Martha’s relationship. The restaurant in &
discuss what’s been happening back at Martha’s flat. Stenham alternates betwee:
family’s dysfunction and settings that could be described as ‘neutral ground’ in ore¢:
difficult for people to see what’s happening to them when they’re in it. For instan:
judge one another’s behaviour from the outside, but can’t judge themselves in the

Themes of guilt, consequences and power dynamics are all evr ored in this short s¢
guilt for what she has done, lzzy seems worryingly unﬂ w0 ana lacking a conscienc
have given Alice an overdose on purpose, so s a- ;\,dfdn t feel anything during
relationship between lzzy and Mia |¢ & nryl B example of how toxic or manipui:
people’s lives and deC|5|on< ) ol o7 ‘r.sttheir better judgement. This is also anot!
wealth can crezigen:iin o xs (riat allow bad behaviour — because the conseque
lzzy’s selfish (WU .epresents the worst of this, while this scene marks a shift i\

KON

small step awGee®m blind privilege and begins to develop more of a moral compsa

/cdw«ﬁg 11 — DEBATING SPACES

Split into seven groups. Six of the groups will be responsible for each stage desig:
thrust, in the round, proscenium arch and site-specific. The seventh group will ac
groups you should convince the jury that That Face should be staged using your
aesthetics and symbolism. Spend 10 minutes preparing before you present, and |
the best space.

.
Mﬂoﬁa 12 — EXAM-STYLE QUESTION

o

4 A ...
As a designer, what staging decrs:onc v foudake if you were designing ¢
(300 words) a
Mark your answer. w ) &>
In my ansv gV g
e explai 1&3@\ /ustif/ecl my choice of stage (2 marks)
° expla/m« 1ow the staging might affect the characters or action (2 marks)
® referenced specific moments from the play (2 marks)
® considered the context of the play (2 marks)
® explained how the audience might interpret the staging (2 marks)

_
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/’wﬁw«ﬁg 13 - HEARING FROM YOUR CONSCIENCE

In groups of four, perform the hospital scene as Izzy and Mia. Two people shoulc |
two should play their conscience. After key thoughts or lines, their conscience sha
Izzy’s inner thoughts. The conscience characters should react to their own mind ¢
other person. Spend 20 minutes rehearsing these scenes and discussing how the ¢
react. Perform your scenes to the class and discuss h(*;w‘ L *aracters inner tha!
Does lIzzy believe what she’s saying, or is she j::st e’ﬁd» T fear? What hidden e\
through this exercise? - =

s

Acﬁw«ﬂg 14 GIRLS ON TRIAL

As a class, or in large groups, set up a courtroom scene, where Izzy and Mia mus:
You should assign roles for: Mia and Izzy, two lawyers (one defending each girl), ¢ v |
witnesses (Alice, Henry or Martha), and jury. Run a short trial of no longer than >
arguing their case. The jury should then make a final decision on their guilt, and i

During this improvisation, consider the themes of accountability, privilege, toxic i

COPYRIGHT
PROTECTED
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i
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SCENE 4

-

Summary

Back at Martha’s flat, Henry arrives back home and showers, while Martha waits
Henry comes back in, he can’t find any of his clothes. Marth:= notices that he has
love bite on his neck. She is angry that he stayed out g «’hmnd begins to ques:
been. Henry finds that Martha has cut up all~ h c,,amés in rage. She apologise:
he is gay, but Henry reveals that b~ -« 5 ‘Wi i agirl, and Martha becomes very jea
down and they embrace h j o f::y Aenry’s horror, she gives him another love |

extremely dysfunctlonal, is driven by a very deep and loyal Iove. However, this lov:
which is worsened by Martha’s struggling mental health and her addictions. Even
unstable and toxic — he calls her a ‘crazy BITCH’ in this scene and recognises her je.
abandon her and believes he can look after her better than anyone else. Although

unsettling and disturbing at times, it’s important to remember that it isn’t driven b\

Scene 4 in particular demonstrates the unhealthy nature of their relationship whe:\
jealous when she discovers Henry has slept with a girl. It’s not completely uncomi
dislike to their children’s romantic partners, particularly when they are young. Thiu
protective or simply adjusting to accepting that their child is ‘growing up’. Howevy
notion and dials it to an extreme. Martha’s anger at Henry’s night out is rooted in ¢
not being in control. She doesn’t seem to mind when she be'ic res he is gay, but th:
woman more than her is unbearable — to the point »'h we ¢ & [ aysically abuses het
This is arguably the most shocking moment o” i = o »szar and forces the audiei
relationship actually is. Here the ON’ el ’\fy,.l nces become fully realised and the ¢
inappropriate to mcestuour ) A

Martha’s alcoholism is a huge destructive force in the play. She uses substance ab
also as a way to exert control. It's sometimes difficult to distinguish whether Mari}
alcohol or whether it’s a result of her mental illness. Stenham also makes the deci:
way of Martha’s history — so we don’t know if she has a history of mental illness, si.
event led her into this downward spiral. As a result, the audience has less informa
empathise with her, which is a choice that makes it difficult to know how we’re suy
it far more difficult to fully judge or forgive her behaviour. This is likely to be inter
understand how confusing it must be for Henry and Mia to navigate their feelings .
choices might portray her as more vulnerable or more vicious — as a character to b
an actor chooses to portray her ‘drunkenness’ might also affect how an audience ¢
think Stenham wants us to feel sympathy for Martha, or should our sympathies lie

W A
/’wﬁw«!}a 15 —ToxiC LovEemg{(J 5™
As a class, Clicasas |« " ‘ ’Martha s relat/onsth What do you think is the ove:
them? Is it IL r st somethmg else? How do jealousy, fear of abandonment,

@&3“ |

loathing ol \Ge##®€nce their relationship? What about external factors, such as sui
that their relationshlp would be better if Martha was sober?
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COPYRIGHT
PROTECTED

'9

a9

Education




/’wﬁw«ﬁg 16 — MOTIVATIONS

Working independently, you should work through all the scenes between Marth¢
moments you think are genuinely driven by love. Make a note of these moments.

that are not tainted by manipulation or control? How do they show affection for .
moments will allow you to portray the complicated nature of fheir relationship.

Y L
Moment Explanation N ¢ j & Motiva:
Scene 2, p. 17 Martha watrh i er % «Th/fz motivated by love; since N
s/eep =\ A 50:,3 cverto | sleeping, there’s no reason for he:
1 < w 1« hisnair. it is genuine affection.

Aclivily 17 —seatousy, seaLousy

In pairs, perform Scene 4. Consider how you are using voice, movement, gestures
and jealousy within this scene. Spend 15 minutes rehearsing.

Perform these scenes to the class. Discuss which character choices were effective
two of them. Were there any unexpected choices made?

Set design.

In the original production of That Face, the set was fairlv m I alistic. Being staget
opportunity for a backdrop — therefore, you have t e lf i more on props and fu,|

set minimal can focus the intensity onthe .. . *eisdand thelr relationships. Havi
claustrophobic space also reinfors st > cose of bemg trapped.

. e
W

o U ierent ways you could design a set for That Face to re.
09

However, the
perhaps you dogvant to focus on the theme of privilege and class, choosing lav

flat. If you waed %o emphasise the theme’s consequences, you could choose to
face the reality of their behaviours. You can choose to have either a naturalistic ox

depending on how you want the audience to feel within the space.

Here are a few of the ways you can build a set:

®  Flats — 2D painted boards which act as the backdrop to a scene. They can be ¢
walls, such as in a building, or be used more creatively to suggest other locatic

*  Revolve — a revolving stage can be useful for logistical reasons, i.e. swiftly cha:
lifting anything on or off stage, or can be used to enhance the action or themg
have included a revolving bed in the centre of the stage, which symbolises ch.
characters are caught within.

®  Projection — video projection can be used as scenizgia f . ops, to show a full &
be difficult to create on stage, or even to 0oV ‘Ie Llwvdnt information to the ¢

e  Lighting — the lighting design CArgw et rew ‘act m lieu of a set, or can be uset
—a small, dark space, fo-. 5% n' 7 '

pefd G “uch as a torch) or much larger props (such as a tree,

'er,-»vou must be able to reasonably move these on, off, and ar.

Depending on the style of the production, the style of the set design may vary:

®  Naturalistic — set which closely resembles the real world, or the world of the ¢
e Abstract — set which infers meaning or reflects a theme, but is not familiar or ¢
e Minimalistic — set which uses the bare minimum — one object on stage may it
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[
/wﬁw&lg 18 — RESEARCHING SET DESIGN

Working individually, do some research to gather ideas and inspiration for buildix

Watch these videos about designing theatre spaces and th-i methods:

zzed.uk/comedy-of-errors-design e q
zzed.uk/jane-eyre-design ’ & et

= /
- !*\\f’ s and notes and find any clues given to you |

s
e

Go through the play’s st
the set shoi e ok '

Then you st hoose what theme(s) you would like your staging to represent.
Scene and page humber Set clues and instruction. 00 s
Scene 2, p. 17 Stage directions say that Henry’s photographs anc —

the walls; some have been torn down. This would s
needed to act as or represent walls, even if in the i
ways of showcasing this.

Finally, find photographs or videos that inspire how you might want your set to ic

W -

Acliv 'ﬁg 19 — DRAWING A SET DFS! =1 (/9

L - ‘y_; — .
Draw a set design for Scen~.« *"h}x Face. Consider the themes of the play, but ¢

audience. Anggtats 2 1o twag, justifying why you have made certain decision:
9 L A e

) o

Eﬁ\iﬁ-‘*\‘ﬁa

(
/’wﬁmﬁa 20 — EXAM-STYLE QUESTION

As a set designer, how would you create a set for Scene 4 which would reflect |
and troubled state of mind? (300 words)

Mark your answer.

In my answer | have: COPYRIGHT
e described how my set will look, and justified my choices (2 marks) PROTECTED
e used technical language, referring to the staging or set design types (using |

e identified how my set will reflect Martha’s state ~f .. . lin this scene (2 mar

e referenced how | want the audience to feel zn r 5,

® explained how my set will SUpport ac o on uh stage (2 marks)

J

4 <ol i9

a9

Education
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SCENE 5

S'mw/l,mg
Mia is staying at Hugh’s flat and there is evidence of a small party. Mia has receiu
is en route, so she begins to manically tidy up and tells Izzy she needs to leave. |3
with her brother. Henry enters looking distraught and tal N a that the ‘real Mar
tells Izzy to leave. Mia tells Henry that their fathe 15 n/}e way, and Henry seer
resents him leaving. Henry and Mia arq g Hem"y telling Mia that he’s been |
own, and Mia implying that tl’*"' o | u.m"p is unhealthy. Henry shoves Mia aw:

Greek tragedies deal with universal themes such as suffering, the unfairness of life,
For example, it could be argued that the character of Martha echoes the destructi
Medea — while Medea murders her sons, Martha’s behaviour destroys her family. |
theatre can help us to explore some of the difficult themes in That Face.

M«A«m%@w&m

In some ways, Henry could be thought of as a tragic hero. In a Greek tragedy,
the hero is usually admirable but has an inherent shortcoming — their
hamartia (pronounced ha-mar-tia). Henry is charming, caring and self-
sacrificing, but his flaw is his unhealthy loyalty and attachment to his mother.
This eventually leads to his breakdown.

%“W‘»

4 - s
Greek tragedy often explores whether or not nepp g*ﬁ-,; zcontrol over their
own destiny, of if they are doomed bv e r1 .« Henry believes it’s his duty
to care for his mother, even thr s ( it 5 mméémg himself. He refusesto

accept the toxicitv of th=iv.0 IL“ However in Scene 5 Mia argues that

(W::’mwi _

)
Mmﬁﬂ 21 — FATE VS FREE WILL

As a group, discuss whether you think Henry is in charge of his fate. Is he destineq
does because of his upbringing and the abuse he has received? Or, like Mia, do yo

tunities to | ?D think H 1 that hi. ti th
. opportunities to leave? Do you think Henry is aware that his own actions aren’t iy COPYRIGHT

PROTECTED

Aclivify 22 —cHorus OF conFLCT

In Greek theatre, the chorus was 2. « "e usa wéy to make commentary on th:
that the audience might he. > ot & Asa group, use the idea of a chorus and imp:: I 9
of fate, inevitegality « ;. rys ‘internal struggles. Choose one person to play Hei
will act as IL  c..orus. You can perform this improvisation as a whole class, ¢! 09

five people.G é""w Education

As Henry walks around the space, the chorus should whisper and shout conflictir..
your fault’, ‘get out now while you can!’, etc. Henry should respond, and choose
voices or succumb to them. Afterwards, discuss how that inner conflict could be .
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Charactor-dhiven narrative

That Face has a character-driven narrative. This means that the action is moved a.
actions, and more by character interactions or conversations. The story develops i
and their feelings, which helps the play feel more like a snapshot of real life, rathe:
there are certain events that happen to spur on the events — such as Hugh arriving
big plot twists or outside threats. This means that it’s very important for actors to ¢
moments or conversations are for their characters, in o;‘c o sive the play a sense
emotional stakes in Scene 5 become extremely hig’ ‘oe = sc¢ of a conversation bet
It's the first time that they talk about thoi ;s.j on rr/nkly, and it doesn’t end we.

. 4 i

While Mia tries to convir= *+ n, :,Ztuﬁ’étwtheir father take over and handle the situz:
resents Mia 4 he'y u.g riim care for Martha, even though she was a child too &
It's clear the | wﬁgw“ sn’t feel the same sense of responsibility for Martha as Henr\g

o

the way Henry has tried to deal with the situation has made it worse: ‘I've seen yo.
becomes very angry at this suggestion, but it is also possible that he lashes out be¢:

Stenham’s writing style is very contemporary, and in this scene the dialogue is very
driven. There is a sense that both characters are finally telling one another things |
hiding for a long time. They both end up revealing things that hurt one another ar¢
can come to a resolution.

As a performer, there are a lot of different ways to approach a conflict or argumen:
drawn towards shouting or raising your voice — however, this is not always the ma:
become boring for an audience to watch. It's important to think about variety in y¢
and about moments of intensity so that your choices are more impactful. For exai
character who never shouts raises their voice for onlv (i, we, or more touching it

to be soft in a specific moment. g

-

e

Ac&mfxa 23 —Rr: 4 g "m £OR A FIGHT

a:“?‘“° f/ght scene between Mia and Henry in Scene 5, beginning w
Read throu. ®ine scene together first to discuss the subtext. What do you think i

this conversation? Does it end the way they want it to?

Now, spend 20 minutes rehearsing. First try to go through the entire extract wit
voices. What choices are you forced to make instead? Then, run through the ext:
moments where you think volume or aggression is needed. Perform to the class ¢

/’uﬁw«!}a 24 — EXAM-STYLE QUESTION

As a performer, how would you interpret and portro:: * - n 'e of Mia in Scene
i -
W
Mark your answer. g

&
e

In my answer | have:
e described meth Al 73“//,, udopt in my characterisation, e.g. voice, gesture
refere ‘LL e e moments from the scene and the character’s intentions {.
explaiXGe decision with regard to the context of the whole play (2 marks)
descr/bed'how the audience should interpret my character (2 marks)
referred to any relevant social, historical or stylistic context (2 marks)
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SCENE 6
Summary

Back at Martha’s flat, she has been drinking and her behaviour seems increasing \
Martha’s flat, but she pretends not to know him. Henry tries *o play along to appt
increasingly distressed with her behaviour, especially ..> /. believes she has b
to convince her to check herself into a clinic. L ac 15~ ./believes if Hugh sees het

Martha tells him she will go if he hn' 'i&, voh her first.

themselves in is tragic, the playwright incorporates dark humour throughout, oftei:
through sharp, witty dialogue or absurd situations. This makes the audience laugh
feel uncomfortable at the same time, but also keeps the play from being overwhe::
oppressive or heavy. Since people often find humour in dark situations, it also help
play and the characters feel more real. The moment when Henry believes Martha |
been eating cat food is an excellent example of tragicomedy, because it’s a despet:
and awful thing to have happened, but it’s also so ridiculous that it might provoke
laughter.

Thinking about tragicomedy will have a significant impact on an actor’s choices an¢
characters with nuance. Instead of leaning too much into the bleakness, actors ca.
highlight the absurdity or the irony in situations. This will alsn :nean the moments |
comedy are far more impactful and significant. e ¢

e
?

Here are some different types of Cos 01 A ould make use of:

.o ) ’;}: 8 m the play use this throughout, oftenasa ¢
" his « “avis light-hearted, or bitter, which would change the ¢
o9 ) type of comedy which is used to mock or critique certain po

?6\3"«0‘« 4
Juxtaposition — creating contrast can be done for comedic effect. For example, Ma
or melodramatic, while Henry is deadpan, simply sighing or rolling his eyes. This w:
to deal with her chaotic behaviour.

Sarcasm and verbal ironv
consider wheia
used to creat

Farce and absurdism — this involves exaggerated or physical comedy, which could |
Martha’s drunkenness. Another way to play this would be to play absurd element:
the character believes their situation or behaviour is completely normal. An exam;
dresses Henry in her clothes.

Adlivily 25 —HUMOUR IN PAIN

As a class, discuss why people use humour to rop 'k s j/cuit situations. Share
film, as well as drawing upon your owa & IeAperlences Think about the hu;
characters use comedy as ace: i g h > Cedism? Do some need it more than other
harm the characters? | q mmk the play would feel if there wasn’t any hi
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/‘wfw«flg 26 — FINDING THE FUNNY

Choose two people to play Martha and Henry. The rest of the class should watch.
Scene 6 without emphasising any comedy — playing it completely straight and fo.
emotion. Then, they should perform it again, but do the oppoqite emphasising &
emphasise comedic juxtaposition or exaggerated deliver, N 9rwards discuss ho
scene. Did it change how you felt about certain ¢ arc “te .2 What was the emotio

=

9 .
- prile )

A,d‘,v.,@, 27— ST (E QUESTION

L

— @R
As a perfot @oe:o“‘.-- w would you interpret and portray the role of Martha to em,
Scene 6? (300 words)

Mark your answer.

In my answer | have:

e explained how | would use voice and physicality to make comedic choices (Z |
referenced specific moments from the scene in which to emphasise comedy.
explained my decision with regard to the context of the whole play (2 marks|
explained my character’s intentions (2 marks)

[
[
[}
® described how the audience should interpret my character (2 marks)

Co- a('zfmwfuwg and, emolional, blackparif

Henry and Martha's relatlonshlp |s eYPEN DIX - dependent He is only happy whe
sacrificing his own needs tn I ] Thns is portrayed pretty obviously through
school to be witla\ig i = alsd more subtly in how he reacts and behaves arout
of his own ic 'lff‘g il .uappmess in order to appease her. Unfortunately, Martha !

o]
advantage of 260"*“‘ ”s loyalty, using manipulation and emotional blackmail to conti:

Manipulative tactics:

Guilt-tripping — Martha uses her status as mother to make Henry feel trapped intc
her a certain way.

Playing the victim — Martha makes out that she is helpless, making Henry feel as tha:

Withholding love as punishment — If Henry resists her manipulation, she becomes
him feel loved when he is doing exactly what she wants.

Adw«ﬁg 28 — DON'T LEAVE ME! o 3

A iR v
In pairs, improvise a scene as Martk. .« 44 Y. You should stage a scene which
through an imaginary donr N\ o hr 4 »ould use emotional blackmail to keep Hen:
anger, affectica Hct o 5y fd ﬁry to physically move towards the door while batt,

!It ,onSIder how he will respond, physically and verbally.

Afterwards, d)‘gcuss how the improvisation made you feel. How hard was it for Hg
staying? What manipulation tactics did Martha use? Which ones did Henry respc.
you could use this exercise to inform your decisions throughout the play as Mart:
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SCENE 7

Summary

Mia and Hugh are having dinner at a restaurant. They make awkward conversati.
Hugh tries to talk to Mia about what happened at the schn=! and how Martha is,
conversation and downplay the situation. Hugh b~-z ne 5 fucerated with Mia, tell
the school not to expel her, and that he 5 K to “‘;,fCK’K/IErtha into a clinic.

character’s pnvﬁege creating stability, it actually fuels their ability to indulge in the|
Martha doesn’t need to worry about money, she is free to drink as she pleases ant!
such as a job. Hugh has the luxury of living abroad and choosing to ignore his chilc!
critiques boarding school culture by suggesting that Mia and Izzy’s reckless behavia
entitlement of teenagers who lack parental or emotional supervision.

Hugh is an absent father who represents class and privilege in the play. He contra:
Martha, showing how his privilege allows him to shirk his responsibilities as a fathe
attempts to fix problems with money, but is unable to properly parent his children,
has lost their respect. In Scene 7, we see Hugh’s conflicting parenting styles — he t:
behaviour like a child, but also offers her wine at dinner, like an adult.

It’s important to remember that even though Hugh could be ccaasidered a stereoty;
emotionally unavailable and detached — he is still a corg! . e character who be

difficult situation. b
One effective way to convev 'y v au«ground and class is to think about using v
to talk or behavga H: Yo me dufferent things to consider when developing a ¢

S /ay of pronouncmg your words, associated with location or sog|
Diction — the car:ty with which you speak words

Pitch — raising your voice to be higher or lower

Tempo — the speed at which lines are delivered

Volume — using your voice to be louder or quieter

Voice can be used to portray feelings or emotions in a specific moment, but it will &
audience of the character’s background, social class, upbringing, and even intellige

stereotypes, which are not always fair, the audience will still recognise certain feat
this way.

Ac&m!)a 29 — EXPERIMENTING WITH VC ict o)

Work in pairs to play Mia and 1 m u el 7 Spend a few minutes making clec!
use accent, diction, oitct, . iy _and \}olume for your character to portray class.
ns. .t perform the scene again but making completely differe
¥ the scene? Did anything unexpected work?
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Costume

Another way to give an audience an immediate clue about a
character’s personality or status is to use clothing and costume.
Clothing can give clues about how a character feels about themselves
or how they want to be portrayed.

Clothing can also change the way an actor performs or Py ‘5 % a
character. For example, shoes can change the v-ay sor. =2 n¢ walks,
and certain clothing can restrict movemor ¢ *xam'lee how would someone w.
in comparison to heels and a pe-.2 /ski. - nr“’{hls way, clothing can mirror how a ch

externally — whether the @ (1 ;p'eé or out of place might be easily shown throu;
W-"'é s

Similarly, cer? Wi«o thmg items or props might be used to develop a character’s ic |
item of clothing they fiddle with or continually adjust, which tells us more about th:
prop, such as a mobile phone, can tell us a lot about a character — a disinterested 1
scrolling on it while people are talking to them, for example.

Even though they are family, Hugh and Mia live in different worlds — how might yai
How do you think Hugh would dress to showcase his wealth and luxurious lifestyle :
way that would demonstrate her rebellious nature, or perhaps her clothes could i
parental figure. Consider how their home, environment, situation and personality |
of clothing.

Changes in clothing can also reflect changes in location, in time, or in character dey
that becomes gradually more textured, worn or dirty might be used to reflect emc!
of colours might represent moods. Think about how change nrilack of change cou
state of mind. Most importantly, costume should nr:*\f &y aforthought — everyt

&

o9

Qtﬁ“ |

s ¥
Design cost s for Mia and Hugh in Scene 7. You should annotate your sketche:

chosen certain pieces and what they should tell the audience about the characte:
could create a contrast between Mia and Hugh using their clothes.

/
Activify 31 —EXAM-STYLE QUESTION

As a performer, how would you interpret and portrav t'. . le of Hugh in Scen:
b
Mark your answer. {

e

&
e

In my answer | have:

e described how lw d.s Nf;,fuzte phys:ca//ty and costume in my portrayal (2
o

. «

° descnbeci how the audience should interpret my character (2 marks)

® referred to any relevant social, historical or stylistic context (2 marks)

o
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SCENE 8

-

Summanry

Henry and Martha have been up together all night. She has dressed him up in he
trying to get Martha dressed and ready to leave for the cliv'< Martha is drunk an
at the flat. Hugh tells them all to get dressed and =~ <s fe van speak to Martha
clinic for her, while she taunts him about hiv.» »w [y arid wife. Henry tells Hugh
year and a half ago to look after '\,: Wl fj;jw all argue, resulting in Mia and Ma.
altercation. Hugh threatf‘} © L .o Martha if she doesn’t agree to the clinic, 2
that she askogger i1 1 ,,s.,efdre but he refused. Mia turns against Hugh, asking
s © with her but he refuses to leave Martha. Henry becomes ent:
N results in him urinating over himself. Henry’s breakdown shocks
damage she has caused. She agrees to go to the clinic, and Henry begs her not tu
tries to calm him down before she leaves. Henry is left in a mess on the floor ang
everything will be okay.

.

Throughout the play, Henry struggles with his loyalty to his mother and sacrifices ||
for her. This loss of identity is shown starkly in this final scene, with Henry dressec¢
has made so many choices and allowances that diminish his own sense of self that |
the thought of his mother leaving. This scene is very difficult and heart-breaking to
it could be performed to evoke different reactions from the audience.

Here are some things to consider while analysing ar-'y &, . ':fnsuto perform Henry's

e

Purpose — What is Henry’s intention? }'Fiil .« jelu\‘iéyring this speech now?

oo’ P
Spontaneity — Has he plan=z - = “./ech? Are these ideas he has considered ovet
saying in the Lay@bf .\ hent? Will he regret anything he is saying later?

A
o has provoked him to have this outburst? How will he react to

Emotions — Are there any moments where his emotions clearly change? Does he
changes his demeanour? Are there any emotions that are sustained throughout?

Interpretation — Are there different ways you could approach this outburst? Coult
throughout? Oris he angry and aggressive?

Pauses — Where are the pauses? Where will he need to breathe, to collect his thou
phrase his next thought?

Emphasis — Where is the emphasis? Are there any specific words or phrases whic
particularly trying to stress? Does he repeat any ideas? Why?

Movement — How does his body reflect his speech? Will bo:i  any gestures? Is hi
there any clues in the speech that could inform his ' ,ex 2 I | Juage?

Context — What has just happened to'.r &y v.at dld he expect to happen today
the play? What incidents ha\'”‘ o ctf‘a bam’ untnl this point?

o \CIYN e|at|onsh|p to the individuals in the room? Does he fe.
ferent from how he normally would? What has changed?

gao& v

Relationshipg
in a way whic

Subtext — Is there any hidden meaning in the monologue? Is Henry giving any hini:
meaning? What about the playwright? Is Stenham using this dialogue to commen!
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Acliviy 32 — PERFORMING HENRY’S OUTBURST

a) Spend 15 minutes looking through Henry’s outburst in Scene 8, starting fron:
‘HOW'’S YOUR SOLIDER BOY NOW?’ You may need to ignore some pieces of .
characters to perform it as a monologue. Spend 10 minutes making decisior::
it. Spend 10 minutes alone rehearsing the extract.

b) Working in groups of four, you should each t;,‘, o f be;*ng Henry and perfo
others play the other roles. Let the rozs ;. oi )mg?’jenry stage and direct th:
performed, give feedback fe s (.t er = try to make changes or improvern

c) Asaclassgdisciiic v, ’: jj/uwhave found. Were there any interpretations of i
very (IR, .rrexpected, or particularly effective? What were the similc
were tXEG® lenges of performing this specific extract?

o

)
Acliviy 33 — EXAM-STYLE QUESTION

As a performer, how would you interpret and perform Henry’s breakdown in St

Mark your answer.

In my answer | have:

® described how | would use voice and physicality in my portrayal (2 marks)
explained my decision with regard to the context of the whole play and its t.
explained my character’s intentions, referring to any specific dialogue and s
described how the audience should interpret my character (2 marks)
referred to any relevant social, historical or stylistic =~ xt (2 marks)

-

sid

Sty tragic end. The audience has seen Henry’s attempts to desp

5

apart, but ultiu..at’e"g/ he fails and is left a broken man. The ending is ambiguous, w!
being left alone to cope with the failings of their parents, and the audience left wor
Although Hugh has come to try to fix things, he is unable to deal with the dysfuncti
Henry and Mia, and is unable to provide comfort to his children. The only person \
slightly is Martha, who has an epiphany in the final scene. She finally realises the i
particularly to Henry — but arguably, this realisation comes too late. Even though v
willingly, restoring some part of her dignity, she leaves a lot of mess behind her an¢
up, or how. Martha does recognise that she needs to free Henry of their harmful ¢
has already been done. The audience is left questioning whether Henry and Mia v
freedom or remain trapped within the destructive patterns they’ve lived in so far. |
realities of the play’s themes and leaves the audience without closure, similarly to |

As a class, g st . - ,«mahe”lv)y one to take on the roles of Martha, Henry, Mic
;elf motivations, goals, choices and emotions in the final scene «
each charac® would ideally want the play to end. Does anyone get what they wi¢

top? Or are all the characters left suffering?
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fwﬁw(ﬁg 35 — A SATISYING END

As a class, discuss your reactions to the end of the play. Did you feel satisfied? He
emotionally? Did the characters get what they deserved? What questions were y:
why you think the playwright ended the play the way they did — how did they wa:

\

i

{‘L}"—f
‘j..f

.
/wﬁmﬁa 36 — REWRITING < | N1t i

T ) AT g _
Working individually: + v, f'; 5" ¢ final scene in a way that changes the character:
outcomes @V nk . sout how the ending of the play shapes the entire play’s m¢

=
audience bXEGPeeling if there is a happy ending, for at least some of the charac

......

serve? Which characters do you feel deserve redemption?

Working in groups of four, rehearse and perform some of these alternative scen::
how the alternative endings change the meaning of the play, or the character ar:
doesn’t work? Do these alternative endings serve the play? How do they change |

.
Aclivily 37 —THE CHILDREN'S FUTURES

Working individually, choose to think from the point of view of either Henry or Vi

later, and write a diary entry that reflects on how they are fe<ling now. Try tore)|

and imagine what happened next. Are they doing be? .- w ’ Do they still carry
L they still have any relationship with any of the ot fér‘;;,f uracters in the play?

- ST
@ 2
i o

o W
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SECTION 3:
DEVELOPING A PRODUCTION

WHAT IS A PRODUCTION ¢

{m &
A production concept is a director’s styllstlr FuAre “‘;xm:"ijnterpretatlon of a play. .

upon the focus of the play — whlch *“ A D,Egomg to be most important in this ¢
decide upon the best wav LY ,,fcate their mterpretatmns and ideas to the a\
concept will bog@pl . v L ar, s

ol

e  What is the play about?

e  What are the themes? Which themes are important to my production?

®  Who are my audience?

e  What is important about putting on this play today? How is it relevant to a m¢

e  How do | want my audience to feel or think throughout the play? Do | want t.
anything?

Everything that makes a performance should be influenced by the production cong
e  Performance aspects, such as line delivery, physicality, proxemics, and actor/.
e  Selection of scenes or dialogue

e Set
e Llightin )

ghting . you are studying T4
e Sound g

o . ) ~w o  you will not be asket

®  Projection/multimedia | However, exploring !
* Cost'ume and props Wi\ 4 and contexts will alle:
*  Choice of space/stage , - _~ imaginative and origil

One way a product|on concept can be solidified is by performing in a particular sty
That Face which was performed in the style of Epic theatre might do the following.

. . (
e  Breaking the fourth wall — Henry could directly address the K‘g MWW
audience, asking them ‘is this normal?’ Epic theat
e  Key phrases or messages could be projected onto a backdrop developed
to highlight the themes of the scenes. reminds
e  Characters could wear placards to state their roles, or their watchingl
names could be removed so they are simply known as ‘mother’ audience |

or ‘absent father’.

e Instead of there being a fixed ending, different performan:es
could have different outcomes, with the audlenre s g U
what happens to Henry — forcing them tec cin: dr Luciety’s or
family’s role in breaking cycles ofull ae 1N

the politic
the charag
sometimy
opposite

v’y -

o o \uhpt doesn t have to make huge stylistic changes. It cou
*nce to go away feeling, or deciding that you want your audien:
character. Whuvdecmons could you make to achieve this? Is there anything you »
that might get in the way of what you want the audience to feel? Perhaps you mig
certain information, or change the way a character reacts in a certain scene. All o

production on a large scale.
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PRACTITIONERS

Depending upon your production concept, you might want to research the metho:
Their work might inform or influence your play throughout, or only at specific mon:
might be playwrights, directors or theatre companies. Here are a few practitioner.
depending upon your area of interest. We already know that the play is influence.

production concept that might dramatically alter the feel of t'

List of potential practitioners:

Bertolt Brecht — Epic theatre r
Konstantin Stanlslavskl— Fa "’sr:,
Augusto Bogl —Fr 1, t {a;ré E

Steven Berkoff — Expressionism
Frantic Assembly — Physical theatre

Headlong —

-

‘play?

a”“fjj
o

g7

Innovative ensemble theatre

Kneehigh Theatre — Multidisciplinary storytelling

Punchdrunk — Immersive theatre

Katie Mitchell — Naturalism and multimedia

/’wﬁw«fg {1 — PRACTITIONER RESEARCH

Choose two of the practitioners from the list above to research. Copy, complete o

questions:

Practitioner:

What are the key

features of theirwork? ., .~ .~

What meth0Ods do they
use to devise or create
work?

Is their work of a
particular style? What
about aesthetically?

How might the work of
these practitioners be
relevant to the content
or themes of That Face?

Would applying the

work or methodology ¢, - i

any of the s
fundame 11
w
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.
Axﬁmﬂg 2 — CREATING YOUR PRODUCTION CONCEPT

Answer the following questions to help develop your directorial concept for That |

1. What are the themes | am most interested in portraying?

o - s

@ f’ . " 4
oy :; =
. ,.uyis about? What is the key message?

3. Why s this play, and the themes | have chosen, relevant to the present dc

6. Are there any practitioners or styles | will be using to influence my piece? |
at specific moments in the play?

COPYRIGHT
PROTECTED
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PERFORMANCE

You should consider:

@ Will your production concept affect any elements of characterisation?

*  Will your production concept affect any social or historical context which wa
characterisation or plot developments in the play? -

@ Will the journeys of the characters change? .. = .

@ Will you adopt any stylistic techmqrm YOl p{érformance be realistic ¢
Will you incorporate any ph‘ i o ,zse ‘or dance?

. Wl” you adopt the ety ‘»M; ,,pa*actltnoners?

-

-

In order to create effective performance, relevant research into the historical and .
is crucial. If you are relocating to the modern day, consider how character interac:
how have attitudes or technologies changed, for example? How might your produ:
aspects of the plot? Being clear about the relevant context ensures that your play |
the audience.

Here are some of the contexts you should research:

Historical context — What time period is your production set in? Is it a very religic
about the period?

Political context — Were there any political debates or conflicts around this time?
lives? Was this a period of political stability? Did people care 2hout politics?

Social context — How did the social classes work? Vi p ole -wealthy? Whatw
or employment? Is there a specific culture™ . - th. *any relevant social debates
dress? What literature was populp /e couset your production surrounding a

Stylistic context 2 Are n "i’n “g on performmg in a certain style? How is this s\
represented To G L orngmate?
oo

Design contex® »-rs’i/our design going to be based upon the historical context? Wi
in? What artistic movements were popular? Will you need to research any abstra:

Character context — Is your production concept going to change the history of the ¢
gender, or class? Do you want to change where the sympathy of the audience lies:

)
Acliviy 3 — cONTEXT MOODBOARD

Working independently, create a mood board to create a visual representation o}
images that reflect your decisions about the contexts above, and make notes. You
digital platform.

(G

Admﬁa 4 — CONCEPT DISC!: 131 5.
As a class, discuss vy Jc.,un concept ideas and share feedback. Try to ask ¢

and conte; TE
the concepiXES

talyect the themes, scenarios or characters within the play. Do |
e might be practical challenges, or ones that affect the characi:

.
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SPACE AND SET DESIGN

-

You should consider:

Will your play be set in the early 2000s, or our present day? Or elsewhere?
Will your play be set in England, or elsewhere? §

What type of stage will you plan on using? Why? - ‘
What type of set will you use, if any? j; s
Will you have a fixed/static set. o= i 1 v e ue/scenery changes?
Will you indicate change ¢ oca Ay ,:/other ways?

Is your set going t & & w,,wnvfe of the location or themes? Or both?
= ‘d*m"style to the staging design? Why?

$ 4444444040

.

When choosing a space and set design for That Face, you should how the visual wi
play. The original production used in the round staging to create a sense of claust:
to draw focus onto the characters and their emotional struggles. Stenham also sug
are symbolic — for example, Henry’s drawings that have been ripped off the walls i«
own identity and his decision to drop out of art school to care for his mother.

In your production concept, you could draw inspiration from revival shows, or you
completely new. For example, a production of That Face which is strictly naturalis:
like set that shows Martha’s flat, with high-tech fixtures and furnishings to show t
and unruly, with signs of neglect. This type of set might demand an elaborate reve
shifts between the flat and the other locations in the pl:;}h ;, }ing them to be ful |

S
i

/’wﬁw«f? 5 —SETDESI™. (ES Mu‘i

particular to mzs sty/e of theatre, and what these choices represent. You don’t h{?
aware of the options will allow you to make more informed choices. You should «
recent plays that have been developed in this style, and find staging or set desig:
your production of That Face. Collate any images that could be useful to you as i\

/
/’wﬁwuﬁa 6 — SCENE-BY-SCENE SET DESIGN

For each scene of the play, draw a set design diagram. Draw an initial design of .
audience will be seated. Then, for each scene, detail whether there will be any cii
props. Depending on the complexity of your design, you can 1se either a full A4 p
diagrams. Although the location is the same for man:.~ - e ‘cenes, you should ¢
might suggest changes in tone, character devzlo :’m’? I plot

g a3

B

MN(@ Z— 1Ak, '\ “ScT DESIGN

2 ;
As a class, | 1;{;0*" cmd share some of your space and set design ideas. You shoui
possible, exp/am your production concept, and justify your decisions by linking tix
themes of the play. Give one another productive feedback and try to think from .
\member — how would you interpret their choices?
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LIGHTING

-
You should consider:
<  Will you use artificial lighting?
< How will your lighting work alongside your set design? ;
*  What kind of symbolism could you create throup;j tEsu e of colour?
*  How can you reinforce the location or time eri 'tjwough lighting?
< Will there be any specific moods 7 a3 gher/s that will require a change |
< How will you use Ilghtmr ST Cran um/between scenes, if at all?
* Wil any particv'a. . " © ,»neﬂimodology influence your use of lighting?
*  How: T\ % J.Ag enhance your overall production concept?
-

ol

Lighting can be used in the theatre both practically and to create atmosphere. Ini.
harsh and flashing lighting was used between scenes to represent a change of loca!
and unease for the audience; however, some reviewers suggested this also took th:
was created. Your chosen production concept might also influence lighting choice:
approach might include no lighting at all, simply performing the play with the hous:
audience feel more connected to the action, and also expose the audience to reini;
watching a play. Importantly, lighting doesn’t have to completely abide by the rule
concept — as long as you can justify your choices and link them to the themes or ch.

Al'ﬁbw% & — PLOTTING LIGHTS

Choose any scene from the play. Draw a stage diaorc .., wwd aclude any scenery,
of characters. Use a key like the one below t1 ' re te o "ghting plot for the scene.
be used, and label them from 0—10{w vter s of their brightness. Annotate with
transitions. The symbol ’otf";" - n m ae 5ent any lights which are also props.

Fresnel Stro

-
MN(@ O — CREATE A LIGHTING CUE SHEET

Write a cue sheet for That Face. Do this scene by scene. The example is from Scen

Cue Light l ; Description
1 &
¢

Lights up. Dimly lit frev”” “ w1t T Give the impression of the
/lqh* g 2 0 Auwramp on | evening —dark outside, b\
" it N which is Martha has not turned th:
) futker/ng main lights on. The lamp .

i flickering randomly.

-
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-

You should consider:

< Will you use pre-recorded or live sound?

@ Will you use sound throughout, or at specific moments?

*  How will your use of sound create a mood or atmosrk» 2?

*  Will you use music? What about instrument<s2.Y 4l s jfsiwéans double as acty
<@ Will the sounds be diegetic or non-diay ot o

< How will you use silence, or ;;; o {fj“,;r,d 4

@ How will you use ve''s - S

*  How wik@!' . * tand enhance your overall production concept?

There’s no specific instruction or call for music within That Face, but that doesn’t 1
your production concept. Using music to transition into scenes and cover set chan;
example, you could play on the themes of childhood and parenthood by using lulla!
it slightly distorted or reversed to emphasise the warped depiction of parent—chilc
possibility might be to use music that gradually becomes louder or more chaotic te
of mind, or to build to the climax of the play.

Sound can also be used in other ways, to build the world instead of using set. For ¢
alarm could be used to indicate a hospital room without any other changes, or the |

used to create discomfort in moments of silence, while implying a neglected home.

Consider how your production concept affects whether you use sound naturalistica

o

-

( il Pk
Acbivify 10 — cHARACTER PLAY1:= =

s

. s -
Make a short playlist for .« -2+t & characters. You can try to think of songs you
listen to, ogmin. . . . Anat you feel represents your character’s personality, s

2200 ‘gm’ly" get you into the head space of a character, or you might ¢

Using mus!
g . .
would be su"Gle to incorporate into the performance somehow.

)
/’wﬁw‘fzg 11 — CREATE A CUE SHEET

Write a cue sheet for That Face for each scene of the play. This example is from &

Description

Lights up on scene. Background restaurant | Posh voices chattering

ambience. and wine glasses
clinking. Friends
loeeing.
o
gy |‘j
v’y -

.
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COSTUME AND PROPS

Ve

You should consider:

Will your costumes be of the period?

Will your costumes be realistic or stylised/abstract?

How will you use colour and materials to represe“f L characters or thei.
Will you be using masks or disguise? Will.yo r'p ﬂfﬂct|on concept influence
Will any character’s costume chang e . sme’*’fhenrJourney/expenences?
How will your costume cz.2i0p (¢ nf,,f’fﬂt in alongside your set design?

Will you use costiag ¢ aﬁ ,,,,,,, n,éjd by any styles or practltloners e.g. Brecht?

$ 44444440000

How WIII\VOUF use of costume and props enhance your overall production cu
\_

Costume can communicate a lot of different ideas to an audience — whether that b
personality or status, the time period or location, or just the situation that they’'re |
e.g. to represent themes in the play, as well as to create a first impression of a cha:
also represent changes in attitudes or character development. For example, Mart:
the play goes on. Consider whether your production concept would affect your ch:
time period, what was fashionable at that time?

p
/‘wfpv«fza 12 — OUTFIT CHECKS

Gather images of costume and style choices for the different characters in the pia
idea of what the character might wear in general, so VoL ey . build them an imag
from. You could do this digitally, on a platform Stierd ?,. cerest orin a presentc

&

Acﬁmﬁa 13 — Rt =y . ARACTER BY ITS COVER

Write the )g Lostumes and props below onto scraps of paper and put the:
circle and nXe#®Gte one person to pick a piece of paper from the hat. They must :
the class must then in turn shout out what they associate with that item. For exc:
suggest old, vulnerable, slow or feeble.

Each person in the circle must give one description, and when it reaches someon:
word, they then go into the circle and choose a new scrap of paper.

FANCY SUIT BALLGOWN NO SHOES PARKA Wi

RED DRESS FOOTBALL SHIRT BIKINI FUR COAT TEL
BOWLER HAT MALE VEST HAWAIIAN SHIRT CORSET

ROLLER SKATES SWEAT BANDS TUTU LEATHER JACK

)
_Adb\/bﬁa 14 — DRESS THEM UP

Working independently, make rc i .'~ isions for each character throughout £
specific choices and why & - = _elevant to the scene, but also to the characte:

This will represent imi,
school environment, k.
rebellious nature.

but she has customised it, hitching the skirt
up too high, wearing fashion tights and
foregoing her tie.

— Mia

.
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TEACHER'S NOTES AND Al
Section 1: Confexts

ACTIVITY 1~ THE PLAY’S RECEPTION |

This activity could be set in class or as homework. Y2u 1y in_some articles now
case you may be able to suggest to students t' = ti {;Jaca‘rlch via an Internet archiy
may be able to access using a schor‘l Nl A'j,:n rdry.

-

ACTIVITY 2 -
Facilitate thi! '119,

ACTIVITY 3 - TIME TO CHANGE
The outcome of this task is for students to positively engage in the importance of i
to develop understanding needed to effectively analyse characters in the play.

ACTIVITY 4 - INITIAL REACTIONS

The outcome of this task is for students to strengthen their understanding of the p.
students’ interpretations and outcomes. This activity could involve a homework pi
the play, which can then be brought to the class for discussion.

ACTIVITY 5 - MAPPING THE THEMES
The outcome of this task is for students to identify the key themes of the play and |
This activity could alternatively be done as a class, by crea* = Se map on a white,
ideas and inputs. 1

f) L

S@(’fww 2 S'(”‘ ‘m % J‘? WWM
W

ACTIVITY 1~ Snl—\RING EMOTIONAL MEMORIES
Use your judgement of your class to reflect on whether this activity could be exten:
experiences of bullying, which would be a truer exploration of emotional memory.

ACTIVITY 2 — OBJECTIVES AND SUPER-OBIJECTIVES

The outcome of this task is to encourage students to analyse character motivation |
which demonstrates good broader knowledge of theatre and acting. Miais an act
and 8. There are no real right and wrong answers as to what Mia’s objectives and :
students can give justification, but possible super-objective answers might revolve |
or feeling safe again. It might be helpful for students to think of objectives as mory
father to fix everything) and for super-objectives to be emotionally driven (e.g. she
Repetition of this task could be set as homework for other >0 acters, and you cou|

as an example. gty {1 J8

ACTIVITY 3 - SUBTEXT SCENE WOr.r ./~

The outcome of this task il "5 vyuids to understand how subtext can inform anc
Being aware g refe ngto subtext will be an important aspect of interpreting
written exam! -
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ACTIVITY 4 — EXAM-STYLE QUESTION

Indicative content:

e  Students have referenced the use of voice and physicality to create a characte
volume, pitch, emphasis, gestures, body language, etc.

®  Students have referenced specific moments from the scene, such as how they

e  Students have referenced the context of the whole play — for example, how t\
foreshadows many themes in the play, such as wealth, c-i ilege, abusive beha

e  Students have explained the character’s mtenf{{jw ran “fe.2rred to the subtext
example, Izzy’s objective might be to ass = he <2a aSjthe most powerful pers¢
might imply that she is msecur;_, 9 i{j N

®  Students have describoc ¢ "+ "~audience should interpret the character — fo
discoverisgaaice ' :a arugged showcases her selfish and self-centred nat

o .

,,,,, #-STYLE QUESTION

Indicative content:

e  Students have referenced technical lighting and sound choices, such as diege:
lighting such as profiles, fresnels or strobes, and controls such as levels, positi¢

e  Students have referenced specific moments from the text — for example, soui
precise movements or cue lines.

e  Students have referenced how their choices reflect the themes of the play, st:
privilege, abusive behaviour, parent—child relationships or neglect.

e  Students have referenced how they want the audience to feel, e.g. unsettled, |
their seats.

e  Students have referenced the play as a whole and relevant context, such as bu
scene foreshadows other events in the play, including manipulation and toxic
middle-class wealth and privilege.

ACTIVITY 5 — \qe#

Scene 2 s

G y““"L RN . § o
ACTIVITY 6 — ROLE REVERSA". Pl
Encourage stuclegats tiy o v ~ggerate their levels and body language to begin wit

impact of thi ’1%9 he. performances For students that need more help, sugges:
sitting, standi\Ge*

xeh
someone’s shoulder or weaker body language such as curling up in a ball or huncl:|

furniture, lying down, dominating gestures such as folding the .

ACTIVITY 7 — BACKSTORY IMPROVISATION

The outcome of this task is to build the world of the play outside of the text. Impro
students’ pictures of how characters would act or react in different situations, crea
understanding of the characters’ personalities and behaviours.

ACTIVITY 8 — EXAM-STYLE QUESTION

Indicative content:

e  Students have referenced use of voice in their portrayal: accent, tone, pitch, ¢

e  Students have referenced physicality in their portrayal' geitures, body langua

e  Students have referenced specific moments from W, wer ) and the character
Martha’s fake panic attack and her intenticat rv o fﬁulate Henry.

e  Students have referenced the r'\. (o hae whole play, for instance Martha's

®  Students have describac' ..~ ,mudlence should interpret the character of i
they shoulege cv = - 10 Stie panlc attack is fake, and how acting choices suc
might e! IL \ -

e  Students ’?eferred to any relevant contexts, such as realism, social critiqi:
health, add|ct10n or other themes of the play.
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ACTIVITY 9 — RESEARCHING FREUDIAN THEORY

The outcome of this task is for students to understand the theatrical legacy of the |
language for a challenging topic. The research portion of this activity could be set :
presenting to class.

ACTIVITY 10 — PHYSICAL THEATRE AND PROXEMICS

It would be helpful to play music for students to rehearse to fo: this sequence, to it
provide a rhythm for the movement. Either provide miE /& k students to consit
the scene as part of the activity. i»f s =

- ?M«j/ s
w -
ACTIVITY 11 - DEBATING S'Z"fs o fﬂ, s

The outcome ofdlis *3 " 5 5 ;i}e.vp”sfudents understand both the creative and prac|

M-, . .neatre in the round might mean making sure that moveme
sections of th 2,60* who only see backs, or one character’s front, for example.
it along where necessary.

ACTIVITY 12 — EXAM-STYLE QUESTION

Sample answer:

If | were designing a production of That Face, | would choose to use a proscenium ci
influenced by the theatrical style of realism. This would allow me to create a very ::
picture of the characters’ environment and background for the audience to be able
and wealth, which are key themes of the play. | would emphasise the themes of the
and domestic drama by using the proscenium arch to frame their world like a pictu:
impression that they are watching a soap opera, with the staging representing a T\
provided by a proscenium arch also creates claustrophobia, as though the characte:
of the stage, which mirrors the characters’ world — they are trapped within their fc:
in particular are struggling to break free from the suffering *'.: has created. In Sce:
artwork is all over the walls but some has been torr. '3 in | )’}pnoscenium arch woui
demonstrate this literally, and would allow = * o e d detailed set without it be
might be in alternative stagings (st i1 s ' * eround). | would also be able to use |
scenes that happen in diffe. 2 - . “l:*':. “'uns — the hospital, the restaurant and the othe
upper level wzm Ay e Mg ‘the main set of Martha’s flat.

Scene 3

ACTIVITY 13 — HEARING FROM YOUR CONSCIENCE

The outcome of this task is to help students analyse and understand subtextinac
students to first do a seated read-through to decide when and where the conscien:
running the scene.

ACTIVITY 14 - GIRLS ON TRIAL
Facilitate this activity by acting as judge, directing whose turn it is to speak and pra!
speak, e.g. no more than five minutes each. Encourage the students playing Mia a:

Scene 4 gy (L

ACTIVITY 15 - TOXIC LOVE o
Facilitate this discussion by remi=c nig .t Lits to be sensitive when exploring topi
alcoholism. Challenge st 41 s ‘fjf‘,w-rfsi‘der opinions outside of their own initial rea

o
Ao

ACTIVITY 16 WES) VATIONS

This would be St appropriate homework task, and could be set for all scenes involy
or two scenes. A table has been provided as an example of how this information ¢t
alternatively students could annotate their own scripts. Where possible, script an:
encourage a richer reading of the text each time.
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ACTIVITY 17 - JEALOUSY, JEALOUSY

The outcome of this task is to provide practical exploration of how a performer mig
and movement. As students are rehearsing, you might encourage them to do the |
tones and movements to convey love, or use sharp, quick and snappy vocal tones &

ACTIVITY 18 — RESEARCHING SET DESIGN

This activity could be set in class or as a homework. Atable teriplate has been pro
to collect information. Photographs or videos could he 2! . <t 1 on a digital note-t
presentation format. f .

A ««’/ :
ACTIVITY 19 - DRAWING A ""', ~lgf\m
Assure studentegRat *i > . ) ’5|.fg“skllls aren’t important here and the drawing sho

the annotati | jLsdtications are more important. There would also be the op

-

ol

ACTIVITY 20 - EXAM-STYLE QUESTION

Indicative content:

e  Students have referenced their set style, such as realistic, abstract or minimai:

e  Students have referenced technical language such as flats, lighting, props or l¢

e  Students have given creative examples of how the set would reflect Martha’s |
mind, e.g. torn or worn fabric, dripping taps, broken furnishings, or abstract lig

e  Students have referenced how they want the audience to feel, e.g. uneasy, o\

e  Students have referenced how set will support the action on stage, e.g. suppa!
proxemics, or metaphorically representing the themes of the scene.

Scene 5

ACTIVITY 21 - FATE VS FREE WILL s

The intended outcome of this discussion is for stuc’ mt. ’y*fw;t.elvé" deeper into the th:
focusing on responsibility, blame and pa=c o 'luenife Encourage students to d
Henry have reacted so different! .’ X 4 th | _updringings, and what that says about th

= i
w" ¥

RLS - x“O’NFLICT

W;Qz«“ has been designed to help students think more abstrac:|
while learning more about the enormous influence of Greek theatre on modern pla
conflict through drama can help inform creative choices in performance or design.
whether this activity could be used somehow within a staging of the play. Would |

ACTIVITY 23 — REHEARSING FOR A FIGHT

The intended outcome of this activity is to encourage students to think about nuan
avoid what is the most obvious or stereotypical choice. Not only should this help 1
but it should encourage more creative choices in the written examination.

ACTIVITY 24 - EXAM-STYLE QUESTION

Indicative content:

e Students have used technical language to describe fh’ o v rtrayal, such as but
emphasis, volume, pitch, tone, gesture, body ! g af 3 “levels and idiosyncras:

e  Students have referenced specific M fron the scene and the characte;
‘Maybe’ when Henry asks if ot & |s 1,_\, ng hlm she could be intending to huri
open his eyes to thet «w ./ —

AL\E ref: | ¢ ited the context of the whole play, e.g. the fact that Ma:

wﬁw fected her relationship with her in comparison to how Henry s¢

e  Students nave described how the audience should interpret her character, e.g.
beyond her years, or emotionally shut off to protect herself from being hurt.

e  Students have referred to any relevant social contexts, including but not limit.
wealth, addiction, etc. For example, it could be argued that Mia has only bee |
mother due to her privilege of being at boarding school and having access to
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Scene 6

ACTIVITY 25 - HUMOUR IN PAIN

The intended outcome of this discussion is to consider the importance of humour |
characters use it based on their emotional or mental states throughout the play. It
examination to be able to interpret where humour should be conveyed through de

ACTIVITY 26 — FINDING THE FUNNY sl
The intended outcome of this discussion is to see tl“f. Il j/ ¢i humour and its e'{
This activity could also be done in smaller f;jd > W ,;,spe{ted with different actor:
performance perspective. .\ "o
. i ”»,x»':",mﬁ"“&w
ACTIVITY 27 @M% F JJESTION
Indicative co M
Students have\e®e
®*  Any of the following ways to manipulate voice to create comedic effect: pitch,
e  Exaggerated gestures or movement, any of the following comedic techniques:
absurdism, irony.
e  Martha’s intentions in the scene, which could include: manipulating, controlli
e Specific moments that could be interpreted as tragicomic, such as: Martha’s ¢!
or her pretending to behave like a cat.
e The context of the entire play, e.g. Martha’s behaviour getting gradually wors:
e  How the audience should interpret the character, such as feeling sorry for Mat

behaviour towards Henry, or understanding how far she is in control during ti

ACTIVITY 28 - DON’T LEAVE ME

This practical improvisation activity should encourage students *o think about the e:
and Martha and to explore the power balance betweer ..~ . his should allow stu
and personal interpretations of the characters, v hi f\a\)';. 2xploring how movemen|
story. An extension of this activity coi’ ' voyf. ) _erforming some of these scenes ft

5 § e
« e ¥
i i

Scene 7 '1199@0 .,

v

ACTIVITY 29 -\ =RIMENTING WITH VOICE

This activity involves a heavy focus on how to use and manipulate voice to create .
Some students may be intimidated by trying accents, so reassure them that there o
to the same effect. Also remind students to be sensitive when discussing stereoty:

ACTIVITY 30 — DESIGNING COSTUMES
Reassure students that their drawing skills are unimportant during this activity, and
choices and justifications. Encourage students to consider every piece of clothing -

ACTIVITY 31 - EXAM-STYLE QUESTION

Sample answer:

As a performer, | would portray Hugh as slightly awkward berqise he has not maii
daughter Mia, and doesn’t know how to act or hand{oj’ &0l fs apparent when
wine, even though that’s not particularly apor- sic ‘@ 1w would showcase his neg
way to Mia’s mother’s neglect, and n!. . fo 14 ‘absent father’ stereotype. | woult
stuttering at times and usinq..« . i‘“uy 2 tune, and using inquisitive facial expression
use my physicoliagto v o i fby*‘fhié by being stiff and uptight, to show he is cold ¢
further exag 7%’,9 { b,y tight-fitting suit. I'd dress Hugh in a suit to showcase his
context of bei iddle-class character, and also that he doesn’t really know how
setting to be a fbther. It would also demonstrate to the audience that dealing with
to him, which is later referenced by Mia when she says ‘broker a deal tomorrow’.
understand that he is impatient and wants to resolve this as quickly as possible, wi
becoming gradually snappier, and aggressive in my line delivery, particularly arour:
‘just co-operate’ and will foreshadow how quickly he loses his patience with Henry ¢
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Scene 8

ACTIVITY 32 — PERFORMING HENRY’S OUTBURST

This activity should allow students to combine all their learnings so far into practic.
encouraging feedback from an audience perspective. Encourage students to cons.
movement and body, as well as considering how they make their performance les:
conscious changes. This is a challenging extract to perform, so the time alone sugy.
accordingly. |

ACTIVITY 33 — EXAM-STYLE QUESTION g T A=

Indicative content: .\ "o

e  Students have descrit a8 &;'WWWEUId use voice and physicality, including ©
emphasizeslihir > Miw,;geswtures, body language, posture, idiosyncrasies.

‘ei\éfénced the context of the whole play and its themes, e.g. b
state worw‘hg and gradually unravelling, and themes of toxic love and relat ¢
abuse, addiction and identity.

e Students have referenced the character’s dialogue and any subtext, e.g. wher
not with fondness but with hatred and distaste to highlight how far he has na:

e  Students have referenced how the audience should feel, including their shock
when Henry urinates over himself.

e  Students have referred to social or stylistic context, such as realism or middle

ACTIVITY 34 — HOT-SEATING

The intended outcome of this activity is for students to analyse the final scene froi
character, exploring their different motivations and objectives, while inhabiting th:
improvisation. Encourage students to answer in character.

ACTIVITY 35 — A SATISFYING END A

Facilitate this discussion by encouraging studen’s t bf— Lndgst about their reaction
This could be as simple as asking ‘did v=+ Ke , ‘and “if not, why not?’. This discus
students’ understanding of diff. = m j.en‘c”é members’ perspectives and interprg
explain how different chuic j’u.:,--*bé'yinterpreted differently in the written examin.

Q e

ACTIVITY 36 NBGRITING THE ENDING

This improvisation activity should allow the students to build a much clearer picturt
for their character arcs by exploring alternative endings. Encourage students to cci
there are multiple ways of interpreting, staging and performing — and that even sn\

on the overall message of the play.

ACTIVITY 37 — THE CHILDREN’S FUTURES

This written activity would be a suitable homework. This creative writing prompt &
think about characters’ personalities outside of the play, which will strengthen the
original choices.
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Seclion 3: Dava@olm;hg a Production Cone

ACTIVITY 1 - PRACTITIONER RESEARCH
Students should use a range of sources, including the practitioner’s website (if ava |
their research. This activity could be set as a homework task, to allow more time 1.

ACTIVITY 2 —~ CREATING YOUR PRODUCTION CONCEPT sl

®  Asthe students develop their production conc .t {”r(; jndthem to consider
interpret their decisions. They shoulr‘f' 5 Le cuiyustify every creative decisic:
concept, practicality, and hoy'ﬁ& ./ weir audience to feel.

® Encourage students* & “‘,,,s.dvj;wwgﬁ", and to carefully consider each aspect of i

®  Advise cgeflhde ) 0 are struggling that their production concept need no
create a wﬁj&?ﬂw nal concept which is true to the original play is great —as long
within tho*¥Context.

e  Remind students to always consider their decisions in contrast to the original .
examination they will be expected to display knowledge of historical and soci:

ACTIVITY 3 — CONTEXT MODDBOARD
This activity would be a suitable homework in order to allow for adequate researc)

ACTIVITY 4 — CONCEPT DISCUSSIONS
The intended outcome of this activity is to encourage students to think critically, gi\
themselves in the role of an audience member, director and actor.

ACTIVITY 5 — SET DESIGN RESEARCH
This activity would be a suitable homework task. A possible extension task would
findings into a presentation.

ACTIVITY 6 — SCENCE-BY-SCENE SET DESIGN e 4
Reassure students that their drawing skills arc i, ’h(y; it here, and that their jus
would also be the potential to use di< ;i;?jv g platforms.

ACTIVITY 7- SHARING S™ 4 5 7

Reassure students that their drawing skills are unimportant here, and that their jus
would also be the potential to use digital drawing platforms.

ACTIVITY 9 — CREATE A LIGHTING CUE SHEET
Depending on how complicated the student’s concept is, this task may take a long |
setting this as a homework task.

ACTIVITY 10 — CHARACTER PLAYLISTS
This activity could be done as a class, building a group playlist for a specific charac
suggestions. This would make it easier to keep the class on task. Alternatively, se

ACTIVITY 11 —~ CREATE A CUE SHEET .
Depending on how complicated the student’s concr pti | 1:};.; task may take a long {

-
- i

ACTIVITY 12 — OUTFIT CHECKS .\ D L ae
This could be a suitable hom . ; .\ *2 ks Encourage students to gather images of ¢l
theatre, as welgare ! ges!

\Q
ACTIVITY 13- ING A CHATACTER BY ITS COVER
Encourage stugents to consider what clothing might tell you about a character’s ag
or personality. Remind students to be sensitive when stereotyping in this way anc
appropriate and inoffensive.

ACTIVITY 14 — DRESS THEM UP
Depending on how complicated the student’s concept is, this task may take a long i
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KEY TERMS GLOSSA[

Accent — a specific way of pronouncing your words, associated with location or so:|

Abstract — design style which infers meaning or reflects a theme, but is not familiat
Diction — the clarity with which you speak words

Didactic — intended to provide moral instruction or teachiy 4
Diegetic sound — sound that exists within the waorl of {;‘Way”

Epic theatre — theatrical movement asczc au « . 'th r%z,rtolt Brecht and Erwin Pisca!
and contemporary issues by dic,‘\,{ fng 2t e from realism.

Emotional memary — 1.1 fﬁ\”:s’;t ;xpéﬁences to inform acting performances

Flats — 2D p: '{i‘f \Oc LS which act as the backdrop to a scene. They can be place:
,,,, @ or be used more creatively to suggest other locations.

Fourth wall — an invisible barrier between the audience and the action on stage

Fresnel — a light which gives a generic effect, providing a wash across the stage. Fi¢

used to light an entire stage or space.

¢
:
:

Gesture — movement used to express a feeling

Given circumstances — all the facts given to you about a character by the play or p:
Hamartia — a fatal flaw that leads to the downfall of a tragic hero

Idiosyncrasy — mode of behaviour particular to an individual

In the round — the audience is seated around a circular performance area, and the:
Juxtaposition — two contrasting ideas placed together for effect

Levels — the heights of and between actors on stage

Magic If — a part of Stanislavski’s method which encourages actors to always know
a given situation

Method acting — a technique whereby the actor tric .t 1! f’inf»sabit the role of the
Motif — a repeated idea or image inan art’="'c \rk./ g

Minimalistic - a design style whick s © s _sate minimum — one object on stage 1t
Naturalistic — style of pe-f 1 4 "2 Y¥a ’Hésign which closely resembles the real wi
o \RlEe suwhich is created outside the world of the play

o9 L . .
#ojectives — the goals for characters in any given scene, as well &

G e
Pitch — raising your voice to be higher or lower
Posture — how an actor might hold or position their body

Promenade — there is no set stage space, and the audience is free to walk around @

Proscenium arch — the most common type of stage, where the ‘arch’ creates a pict:
place within

Profile/Spot — used to light a specific point on stage, and the edges of the light can
Props — handheld props (such as a torch) or much larger props (such as a tree) can |
Proxemics — the distance between actors on stage

Psychoanalysis — field of psychology founded by Sigmund Freud, focusing on the ur
Realism — theatrical movement which intended to make theatre a close represent.
Revolve — a revolving stage or platform ;

Site-specific — the play is not performed in a conve ¢ (‘é“f‘ ‘eatre space, butinalp
Smoke machine — can be used to create f g > ‘;recp’i/, non-naturalistic ambience
Strobes ~ these provide rapid fl-.t ssc ; » ignt light. They can be used to create slo
usually needed when vsiv, “1 ok s ds”tﬁey can adversely affect audience member:
Subtext - an *sz Wil _gﬂpat'fa'irly obvious hidden meaning or theme to any text
Tempo — the Rgg#at which lines are delivered

Thrust—a recta?‘;ﬂgular stage where the audience is seated on three sides, the four:|
Tragic hero — a character in Greek tragedy that experiences inevitable suffering, di
Transition — moving between scenes, lighting states, or any moments of change
Traverse — a rectangular stage where the audience is seated on two sides

Volume — using your voice to be louder or quieter
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